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ABSTRACT

In his book, The Poetics of Space, French philosopher Gaston Bachelard uses a
phenomenological approach in which he explores and muses about objects such as the
nest, the shell, and the corner. Through personal observation, his mode of examination is
prolonged and generous to those things he observes. For him, those places he explores
can be filled with our own thoughts and so, set them apart as spaces made anew. The
inside of a shell becomes an entire house and a corner gives way to a whole room.
I create ceramic sculptures that capture an inner immensity and beauty found in
the effects of clay and glaze. From architectonic to biomorphic in appearance, I build
these sculptures as an archetypical form with the intention to disrupt what we think is
familiar about them. I do this through physical, formal choices and an intuitive approach.
My process of intuitive discovery through this body of work and presentation is to
materialize a microcosm of enticing textures and nuanced openings for the viewer to
confront. My aim through this work, that I have titled Spaces In-Between, is that we
attune ourselves to the more nuanced places in our lives because in doing so, we resensitize ourselves to appreciate the world we inhabit.
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CHAPTER ONE
INTRODUCTION
Spaces In-Between investigates the power of an “in-between” space. This is a
space that lies within our perception but falls just outside of our complete understanding.
Some of those spaces are by their nature, minute in experience. They are familiar but we
tend to not give them much thought in comparison to the much bigger and more defined
matters of our lives. However, by bringing a new light to seeing and seeing into these
places, the space is not small, but in fact immense.
My interest in a small or in-between space stems from my childhood fascination
with the animal world and the homes in which animals reside. In particular, the smaller,
more elusive creatures harnessed my attention. Animals, like mice, birds, or ants to name
a few, all had their own unique location and I would often illustrate these creatures in
their homes. They were often time out of sight, hidden from a giant’s eye. But from the
moment that I realized other living beings existed on their own terms, even if not in front
of me, I was captivated by their worlds.
These early revelations about the natural world led me to focus on my own
interactions within other physical locations but also my own memory. My work is driven
by my curiosity of how and why things exist in the world and how familiarity affects that
curiosity. The ordinariness of objects and visuals, much like Bachelard’s shell, are a part
of everyday life, but take up space through our senses and memory. As a person, I seek
connection to the larger picture of humanity as well as the intimacy found in the
everyday. Touching clay, a material as shifting and expanding as the earth itself, is how I

1

converse with that dialogue. This manuscript will highlight my decisions of using clay as
a medium, subtle humor, play of color, and my response to contemporary artwork and
how they all contribute to how my sculptures occupy an in-between space.
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CHAPTER TWO
MATERIAL

I chose clay as my primary material, set out as an avenue to re-sensitize myself to
architectural space. Clay, when compressed by hands, is malleable. Its response to my
own touch is immediate. The trace of hand in and of itself is not unique to clay. But what
is unique is the need for the clay form to be hollow. Ceramic artist Arlene Shechet
describes clay as a “mushy substance that becomes structural (Art21).” She continues to
describe it as something to push up against that pushes back out. This thought of clay as
structural but organic has informed all my work.
For example, the U shapes in the titled piece, Passages (figure 2.1) were meant to
act like two opposing and arching bricks that echo and are the inverse each other. Both
are hollow. One is closed, the other is open, revealing a red interior and allowing a way to
see inside. Beyond the opening of the U form, the viewer sees the color and uneven
texture of clay. There is a feeling of receding space and light, like the entrance of natural
caves. Both forms encase a small space and resemble architectural models. The window
into the one U draws the eye in, and the viewer experiences the hole inside. The work
elicits a bodily connection and memory of a place.
These observations are part of an intuitive process of handling the material. I
compress the clay and I notice the mark. I continue that mark with a trust that it will build
and take shape. I have a plan, or an image in my head that guides me, but I ultimately rely
on my hands to make the connection of material.
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The artist Sol Lewitt wrote,
The most interesting characteristic of the cube is that it is relatively
uninteresting. Compared to any other three-dimensional form, the cube
lacks any aggressive force, implies no motion, and is least emotive.
Therefore, it is the best form to use as a basic unit for any more elaborate
function, the grammatical device from which the work may proceed.

In other words, the Conceptualist movement emphasized the thinking process and
idea as opposed to the matter. I bring up Conceptualism as a counterpoint to materially
focused art. It is both like and unlike how I create. I ponder about an idea, or a
geometrical shape. Or I consider a shape as being the least emotive. Ovoids, arches,
spheres, and cylinders, just to name of few, typically become considerations as they are
one step above a cube in how affecting they are, but still convey an archetypal simplicity.
All these shapes at their core elicit an ordinariness or familiarity. Order of Things 1
(figure 2.2) and Order of the Things 2 (figure 2.3) each consist of a grouping of brightly
glazed and textured orbs that appear to float on the gallery wall. They resemble fruit, not
just by scale but in the way of their surface and roundness. You feel as if you could hold
one like you would an orange. One orb is dried and crusted over and its blue pumiced
ridges stick out harshly. The other orbs suggest that they hold more moisture. They
glisten and reflect light; their ridges are softened by the glaze. One orb in Order of Things
1, has raised droplets, almost as if to be covered in a condensation of acidic liquid. They
float in arrangement to each other, like a still life of fruits without the table, and you feel
close to them.
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They are not aggressive as objects. The title of “thing” describes an object of
nondescript nature. These spheres are not modeled after any specific fruit, but as viewers
we are reminded of our sensations with the tangible but ordinary world. This is made
possible by material and the process. I mold these out of clay and cover them in glaze and
they become ceramic, a tactile medium. For me, the world of material does not exist
independently from the mind. There is something already innate to clay that reveals itself
over time. That understanding through material represents the re-sensitizing of the
familiar but invisible world.
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CHAPTER THREE
PRESENCE AND ABSENCE

Clay as a block of matter is dense and heavy. In contrast, the clay’s malleability
allows me to enclose or hollow out the space inside that is necessary to define its outer
structure. How I work is through a balance of addition and subtraction of the clay. I
typically use slabs or coils of clay, extruded or hand rolled, to build the walls of a form. I
attach these coils together, one on top of the other, while pulling and compressing the
space in between until I have a smooth, closed surface. The void or space inside the form,
shaped in tandem to the clay, becomes invisible once all walls of the form connect. One
way I revisit or become re-sensitized to that space is to open it back up again. I do this
through incision, specifically by drilling holes into and over the entire surface of the
form. The sculptures titled Little Giant Peanut (figure 3.1), Lemon Drop (figure 4.1), and
Perforated Jellybean (figure 3.2), all feature this perforation of form.
With respect to the ordinariness of shape, they resembled bean and seed pods.
Their titles encourage those observations. Essentially, they are capsules, albeit larger than
the familiar quick-release pill we have all ingested at some point. Perforated Jellybean
(figure 3.3) is interrupted by regular holes, no larger than two inches in size and distance
from each other, that open its volume up and allow for a view inside the piece. Through
any hole, it is a window into a high vaulted tunnel. Light penetrates all around your scope
of vision, highlighting not only the geological glazed surface but also following the
curvature of ceramic form. Similarly, ceramic artist Tony Marsh’s Perforated Vessels
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Series use a regulated removal of clay though perforated holes. While they are vessels,
they avoid easy historical allusions. They are presented with a reverent attitude toward
the vessel, which he invariably presents as filled with, and offering, contents of his own
creation (Melrod). In other words, his vessels, like my capsule Perforated Jellybean,
utilize absence which distinguishes their presence.
Another piece that manifests through presence and absence is the installation
piece titled Walking Through (figure 3.4). I made this out of small hand extruded coils
that loosely hover in a circle off the wall. Each piece by itself is spare and light,
resembling some castoff of line. However, the looseness of space in and in between
ceramic coils allow for my own arrangement. Their distance allows for the appearance of
a larger form, the circle. In other words, the whole of the piece materializes by what is
not visible. The effect differs from the perforation of Perforated Jellybean and the other
sculptures on pedestals, as holes or absence of matter, dematerialized the form.
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CHAPTER FOUR
GLAZE
Like in Tony Marsh’s vessels, my work revels in mystery and avoids direct
historical reference to bring in closer inspection. What I seek through my work is to
invite with archetypal shapes and beyond that through humor and play of surface and
color. I do this by applying glaze over the sculptural forms.
Glaze in its raw state is a suspension of particles in the form of a liquid mixture.
Through the time and heat of the kiln, it physically transforms and melts into glass which
then hardens after it cools. That glass forming material found in glaze, like silica, melts at
extremely high temperatures (around 3,000 degrees Fahrenheit), so in order to lower and
manage the quality of the glaze, two other components must be introduced to the raw
mixture. These are known as a flux, a material that melts easily, and a stabilizer, a
material that resists heat (Britt 9-10). The adding and subtracting of these two materials
subsequently is a process of balancing of two opposing functions. It becomes a matter of
responding to the presence and absence of catalysts in clay material.
Like the holes that open the interior of Perforated Jellybean (figure 3.2), the
particles in glaze and how they behave can also reveal another type of interior world that
envelops our senses. For example, for Perforated Jellybean, I used a reticulated glaze
made with high amounts of heat resistant materials, the combination of magnesium
carbonate and kaolin clay. This glaze cracks all over the surface and through the process
of the kiln, the network of flakes formed from the cracking pull up to become a bumpy
beaded surface. The yellow surface of the clay peeks through, contrasting in color and
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texture to the thousands of pink droplets fused in a state of meltdown. The saturation of
color underneath further secretes through and a level anxiousness intensifies. As a
humoristic device, the memory of the sweetness and allure of a jellybean turns subtly
distorted.
Lemon Drop (figure 4.1) also features a distortion of materials present in glaze. In
contrast to the previous capsule works however, it features a pumiced glaze surface that
leaches out from its holes, made possible from silicon carbide. As a result, tinier less
precise fissures cling to inside of the form and edges of larger perforations, alluding to
cooled lava rock. The viewer is confronted with the jagged perforated surface of the
piece, usurping any idea of a streamlined drop. Even as an accent to the yellow shiny
glaze, the pink fissures and cracks are a destruction of the reticulated surface seen in
Perforated Jellybean. The allure of the glaze teeters towards the uncomfortable.
This teetering provides a tension between two different realities present in a
singular entity. In reference to the exhibition titled “Eccentric Abstraction,” curated by art
critic Lucy Lippard, she refers to this as the unison of the natural characteristics of
materials meeting the viewer’s own sensuous experience (102).
The group of wall sculptures titled Swell Series (figure 4.3) displays not only the
texture of this glaze but also their oddity of shape, which in turn effect how the interior is
shown through the glaze. They appear like the side sections of a basketballs in groups of
two, swelling out from the wall. Due to this presentation, there is a sense of choice and
comparison, both within groups but between groups. They would feel ominous if they
were, for example, larger in size or a solid, dark color. But the fact that they are textured
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in beads of brightly colored glaze, makes them neutralized. There is another layer
neutralization as seen with the reversal of a single form in Swells 1 (figure 4.5),
effectively flipping a section to reveal a belly to an otherwise unknowable form. The
weight choice is lifted by a single and straight-forward gesture. The viewer is encouraged
to enter the work by invitation.
Similarly, Green Antenna Bulb and Crawling Bulb (figure 4.6) invite us to look at
them like plant bulbs or even light bulbs. But again, we are set up with a comparison
between the two. Crawling Bulb is the piece covered in the crawling glaze, the like of
which is only present on the tendrils of Green Antenna Bulb. There is a difference inbetween these and the Swell Series. They both have the feeling of expansion, but the
bulbs are not as even. They begin to lose, as what Lippard would describe, it’s the
mechanical curve. Bulging to opposing sides, they suggest an uneven distribution of air
within, but in the form of an inhalation. They are effectively in tension with each other,
playing off and mimicking attributes shared between them but through absurdity. In this
approach, absurdity creates a personal discovery of matter, and one can refocus into a
type of seeing through one’s own feeling.
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CHAPTER FIVE
CONCLUSION
“These trees are magnificent, but even more magnificent is the sublime and
moving space between them, as though with their growth it too increased.”
- Rainer Maria Rilke

Rilke revels in the space that is between the trees. The intimacy of the trees
creates vastness.
I create ceramic sculptures that explore an inner immensity, and subtle humor
found in the process and effect of the material. They are meant to serve as a microcosm
made of holes and fissures that beckon the viewer to look closer, thus changing the
viewer’s initial understanding of them. This change is not an immediate recognition but
a gradual reflection as we sink into our own thoughts. I use the allure of color and playful
forms, and I further want the viewer to see the small details and less easily apparent
aspects of the work. As Rilke saw the trees, I want us to be re-sensitized to these spaces
and allow us to better appreciate the world.
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FIGURES

Figure 2.1 Passages
Ceramic, glaze
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Figure 2.2 Order of Things 1
Ceramics, glaze
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Figure 2.3 Order of Things 2
Ceramics, glaze
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Figure 3.1 Little Giant Peanut
Ceramics, glaze
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Figure 3.2 Perforated Jellybean
Ceramics, glaze
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Figure 3.3 Perforated Jellybean (detail)
Ceramics, glaze
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Figure 3.4 Through
Ceramics, slip
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Figure 4.1 Lemon Drop
Ceramics, glaze
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Figure 4.2 Lemon Drop (detail)
Ceramics, glaze
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Figure 4.3 Swell 3, Swells 2, Swells 1 (left to right)
Ceramics, glaze
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Figure 4.4 Swells 2 (detail)
Ceramics, glaze
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Figure 4.5 Swells 1
Ceramics, glaze
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Figure 4.6 Green Antenna Bulb and Crawling Bulb (left to right)
Ceramics, glaze
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Appendix A
Clay Body Recipes
Val Cushing White Stoneware
Hawthorne Bond Fire Clay

25%

Tile #6

20%

Tennessee Ball Clay

20%

EP Kaolin (EPK)

15%

Custer Feldspar

10%

Flint Silica

10%

Bentonite

1%

Additives
Fine Grog or Sand

5% - 20%

Medium Grog

5% - 20%

Coarse Grog

5% - 20%

Makins Porcelain
Grolleg Kaolin

55%

Nepheline Syenite

23%

Flint Silica

22%

Bentonite

2%
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Appendix B
Glaze Recipes
Crawl Base Glaze
Minspar 200

30%

Magnesium carbonate

25%

EP Kaolin (EPK)

15%

Ferro Frit 3195

15%

Talc

15%
Additives

Stain/oxide/colorant

3% - 10%

Zircopax

5%

Pinnell's Blue Strontium Crater
Nepheline Syenite

60%

Strontium Carbonate

20%

Ball Clay

10%

Flint Silica

9%

Lithium Carbonate

1%

Additives
Silicon Carbide

2.5% - 5%

Titanium Dioxide

5%

Bentonite

2%
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Cobalt Carbonate

2%

John Britt’s Butter Yellow
Kona F-4 feldspar

32.8%

Calcined Kaolin

20%

Flint Silica

14.5%

Whiting

14.5%

Zinc Oxide

14.5%

Lithium Carbonate

3.7%

Rutile*

5-9%

Tin Oxide

5%

Bentonite

2%

*Can substitute Rutile for other stain, oxide, or colorant to get other color of glossy glaze

Satin Matte Glaze*
Wollastonite

21.5%

EP Kaolin (EPK)

20.5%

Talc

14%

Flint Silica

13%

Glomax LL Calcined Kaolin

10.5%

Nepheline Syenite

10.5%

Ferro Frit 3195

10%
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Additives
Stain/oxide/colorant

3% - 10%

*Altered G2934Y - G2934 (lower-LOI) Satin Matte Glaze

29

Appendix C
Clay Slip Recipes
John Britt Bisque Slip 1
Flint Silica

30%

Nepheline Syenite

25%

EP Kaolin (EPK)

20%

Tennessee Ball Clay

20%

Borax

5%
Additives

Mason Stain/oxide/colorant

3%-12%

Zircopax

5%
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